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Betimlenemeyen Nasıl Fotoğraflanır / How to Photograph the Ineffable
Abstract
Mimarisinin fotoğraflariyla, Le Corbusier perspektif mekanın otoritesini sorgulayabiliyor. Fotoğraf makinesi
perspektif ile görür. Fotoğraf makinesi asla yalan söylemez? Peki ya doğruyu yansıtan bir imge perspektiften
yoksun ise? Bir fotoğraf bir mekan hakkında baska türlü tahayyül edilemeyecek bir doğruyu söyleyebilir mi?
--
With photographs of his architecture, Le Corbusier could call into question the authority of perspectival
space. The camera sees in perspective. The camera never lies. But what if the truth-telling image were a-
perspectival? Can a photograph tell a truth about a space that cannot otherwise be known?
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Comments
This article is from Çapraz Yansımalar: Mimarlık, Fotoğraf ve Metin / Cross-Reflections: Architecture,
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This article is available at Iowa State University Digital Repository: http://lib.dr.iastate.edu/arch_pubs/64
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Betimlenemeyen Nas11 Fotograflamr? 
How to Photograph the Ineffable 
"GordOklerinizi her zaman soylemel isiniz, ama oncelikle daha zor olan1 
yapmal1s1niz, goruneni gorebilmelisiniz." 
-Le Corbusier 
M imarisinin fotograflariyla, Le Corbusier perspekt if mekanin otoritesini sorgulayabiliyor. Fotograf makinesi perspektif ile gorOr. Fotograf makinesi 
asla yalan soylemez. Peki ya dogruyu yans1tan bir imge perspekti ften 
yoksun ise? Bir fotograf bir mekan hakkinda ba$ka tOrlO tahayyOI edilemeyecek 
bir dogruyu soyleyebilir mi? 
Le Corbusier, Tokyo'daki Bat1 Sanatlan Ulusal MOzesi'ni tasarlamak Ozere 
1956'da gorevlendi ri lmi$ti. MOze, Le Corbusier'nin 25 sene boyunca mOze 
projeleri icin sundugu rOzgar gOIO kurgusunu gercekle$tirir. Hem bir gecit hem de 
bir yer olup, yukandan aydmlat1lan ama binanm diger "kenarlarindan" uzak olan 
merkezi oda-rOzgar gOIOnOn iki kat yOksekligindeki comag1-mimari gezintiyi 
ba$lat1yor. Le Corbusier, bu oda icin bir duvar fotograf1 onermi$ti, ancak bu hie 
bir zaman gercekle$tiri lmedi. Avlu c1plak b1rak1lm1$ ama yine de icinde, uzakta 
duran bir rampa, yukandan ayd1nlat1lm1$ iki kolon, balkonlar, desenli karolar 
ve jest yapan Rodin heykellerinin olu$turdugu kOcOk bir orduyu ta$1yan san-
kahverengi bir zemin var. 
Emden' in fotograf1n1n, hem oday1 bOtOnlOgO icinde hem de mekanm ozo 
olan tan1mlanamazl1k duygusunu yakalamas1 gerekiyor. Arna betimlenemeyen 
mekanin fotograf1 nas1I cekilmeli? 
Emden'in bu fotogra f1 renkli. Mekan1 Oc yatay alana bolOyor. En Ostteki 
mavimsi bir alan: Ocgen bulutlan aras1ndan dogal 1$1g1 yayan bir tavan. En alt taki 
alan kahvereng imsi: pOtorlO ve dokulu - yeryOzO gibi. Ortadaki ise genellikle gri 
ve mavi ile kahverenginin arasmda gidip geliyor. 
Yukandan ayd1nlat1lm1$ iki kolon fotografm merkezinde yer allyor. Bunlar 
gercek d0$eyler ve gercek yatay zemin ile kesi$iyor. Boylelikle, Kartezyen bir 
referans sistemi olu$turu lmu$. Bu torlO e$1e$tirmeler fotografa bakanin gozOnO 
fotografm solundaki derin ve karanl1k ko$eye kayd1rarak mekan derinligini ortaya 
koyuyor. Bu, fotografm diger perspektifiyle, yani izleyicinin gozOnO sag tarafa 
dogru - bolca ayd1nlat 1lm1$ ve kendisine benzer $ekildeki balkonun ard1nda duran 
uzun pencereye- ceken perspektifle uyu$muyor. 
Emden'in harikulade kompozisyonu bu gorse! uyu$mazl1kla oynuyor ve onu 
yogunla$t inyor. Baskin bir yatay cizgi sag uctaki on plandan, sag orta plandaki 
balkon boyunca devam ederek, karolann uzaktaki duvar ile bulu$tugu cizg iye 
kadar gozO hareket etti riyor. Ard1ndan, gozO sola ve sonra da a$ag1ya, duvara 
dogru kayd1nyor. Daha sonra saga ve yeniden a$ag1ya. Ve yeniden sola, yani 
lobinin ah$ap zeminine ve bekle$en Rodin'ler ordusuna dogru gozO gezdiriyor. 
Burada, fotograf1n en solunda, rampan1n ayag1nm ba$lad1g1n1 gorOyoruz. 
Rampan1n ko$egen korku lugu fotograf1n yatay kenan ile paralel. Arna bu nas1I 
oluyor? Nas1I gercek bir ko$egen yatayl1ga bOrOnebiliyor? En sagda orta plandaki 
balkon da oyle. Balkonun Ost t 1rabzan1, salonun derinl iklerinde kaybolsa da, 
ko$egen degi l yatay bir cizgidir. 
iki li perspektif ler ... Yatay olarak resmedilen ko$egenler ... Keskin ve gOzel bir 
imge ile Emden, bu gorse! cat1$malar1 bi r uyum icine sokarak betimlenemeyen 
mekan1n mucizesini bize sunuyor. 
CEViRi: GOMEC KARAMUK 
"Burada, fotografm en solunda, rampanm 
ayagm1n ba$lad1g1n1 goroyoruz. Rampanin 
l<b$egen l<0rl<ulugu fotografm yatay l<enan ile 
paralel. Arna bu nas1I oluyor? Nas1I gerGel< bir 
l<b$egen yatayl1ga bOrOnebi liyor?" 
"Vestibulum II taut toujours dire ce que l'on voit, surtout ii taut toujours, ce qui 
est pluss diff icile, vo ir ce que l'on voit." 
-Le Corbusier 
With photographs of his architecture, Le Corbusier could cal l into quest ion the authority of perspectival space. The camera sees in perspect ive. The 
camera never lies. But what if the t ruth-tell ing image were a-perspectival? 
Can a photograph tell a truth about a space that cannot otherw ise be known? 
In 1956, Le Corbusier was commissioned to design the National Museum for 
Western Art in Tokyo. The museum rea lizes a pinwheel parti that Le Corbusier 
had been proposing for museum projects for over 25 years. Both a passage and 
a place, skyl it from above but removed from all other 'edges' of the building, 
the central room-the two-story 'spoke' of the pinwheel-begins the promenade 
architectura/e. Le Corbusier proposed a photomural for t his room, but it was 
never executed. The court was left quiet, yet includes a distant ramp, two 
columns il luminated from above, balconies, patterned t iles, and a yellow-brown 
f loor that holds a th in army of gesticu lating Rodin sculpture. 
Emden's photograph must capture both the room in its enti rety and a sense 
of ineffable that is the essence of the space. But how to photograph /'espace 
indicible? 
Emden's image is in color. It divides the space into three horizontal realms. 
The upper is bluish: a ceiling emitting natural light through triangle clouds. The 
lower is brownish: jagged, textured-the earth. The middle is mostly gray and 
projects and recedes as it works it s way between the blue and the brown. 
The two columns are in t he center of the photograph, illuminated from above. 
True verticals, they intersect with the t rue horizontal floor. A Cartesian frame of 
reference is established. Their alignment suggests a perspectival space, drawing 
the viewer's eye to the left, to the deep, dark space of the photograph. This is in 
confl ict w ith the photograph's other perspective, one that draws the viewer's eye 
to the right, to the highly illuminated, long window beyond a balcony of a similar 
shape. 
Emden's wondrous composition both massages and heightens this visual 
confl ict. A dominant horizontal line moves t he eye from the foreground in the 
far right, across the balcony in the middle-ground right, to the line where t he t ile 
meets t he distant wall. It moves the eye left, and then down into the wall. And 
then right, and down again. And again left, and to the wood floor of the lobby 
and the waiting army of Rodins. Here we notice, on the far left of the image, 
the beginning leg of the ramp. Its diagonal rail is parallel with the horizontal 
frame of the photograph. How could this be? How cou ld a 'real' diagonal assume 
horizontality? The balcony, in the middle ground, on the far right, too. Though 
it recedes into the depth of the hall, its top ra il is not a diagonal line but a 
horizonta l one. 
Dualing perspectives. Diagonals illust rated as horizonta ls. Wit h an image 
of great accuracy and beauty, Emden harmonizes these visual conflicts whi le 
present ing us w ith the wonder of ineffable space. 
"Here we notice, on the far left of the image, 
the beginning leg of the ramp. Its diagonal 
rail is para ll el with the horizontal frame of the 
photograph. How could this be? How cou ld a 
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